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problems is not surprising and will enter in important ways into the discussion below.
The acknowledgment of the "other" in anthropology (usually discussed in musical scholarship in reference to "non-Western" musical traditions) has recently been extended to characterize unfamiliar aspects of the past in a variety of historical disciplines (such as Lowenthal 1985) . Thus Gary Tomlinson has written that I began my study of Renaissance musical magic, then, with a keen sense of its distance, its unfamiliarity, its otherness. This sense linked the project from the first with anthropological thought. (Tomlinson 1993:4) Yet the idea of otherness, which has attracted some historical musicologists and which has led them to explore creatively the anthropological literature, has served only to erect barriers to a true discourse with ethnomusicologists, who in the past applied their ethnographic techniques primarily to musics outside the West and only on rare occasion discussed the "Western" art music tradition. A true musical anthropology would seem to hold great potential for the study of "Western music" as well, yet this venture has been less actively contested than trivialized or ignored. Bruno Nettl has summarized the range of responses to his own efforts to carry out an ethnography of classical music culture in American Schools of Music (Nettl 1995 :xi--xii), noting that Western classical music is the "last bastion of unstudied musical culture." His work, along with that of Henry Kingsbury (1988) , Philip Bohlman (1989), and Ruth Finnegan (1989) , provide fine examples of ethnographies of music schools and conservatories, chamber music as ethnic music, and music of an English urban area. However, the growing musicological literature informed by anthropology generally omits any reference to this type of ethnomusicological activity. Yet fewer historical musicologists have themselves experimented with ethnographic method or have drawn upon its data in the context of their own research designs.2
Here we arrive at a juncture where both ethnomusicology and historical musicology are missing a grand anthromusicological opportunity. It is the possibility and potential of the convergence of historical musicology and anthropology, with the experience of ethnomusicology as mediator in the realm of ethnographic method, that leads me to explore this prospect through discussion of a recent ethnography of the early music movement in Boston. My purpose in the next section of the paper is to provide enough basic information about both the ethnographic process and the materials it gathered to explore some of the potentials and pitfalls of ethnomusicologies of "Western music" and the role that ethnomusicologists could play in moving musical scholarship further in these directions.
II. In Search of "The Lost World"
"Things ain't what they used to be and they never were." (Joel Cohen, 1 October 1996)3
In early June of 1997, Steven Spielberg's blockbuster movie "The Lost World" opened in Boston and the public was treated to visions of a dinosaur running amok in Los Angeles. A few days later, on June 10, 1997, the ninth Boston Early Music Festival (BEMF) began, a week-long, biennial gathering where thousands of practitioners and afficionados of the early music world swarmed over the Boston landscape, attending hundreds of virtually round-the-clock concerts throughout the metropolitan area, viewing displays and demonstrations of period instruments of all types, and frequenting a commercial exhibit featuring everything from the latest recordings and editions to custom-made theorbo cases. I draw the analogy between "The Lost World" and the BEMF not because either seeks to resurrect a lost past, but because of the manner in which both of these endeavors construct and transform the past in the present, whether bringing rampaging, maternal dinosaurs to the screen or mounting a very post-modern production of a seventeenth-century opera (Luigi Rossi's "L'Orfeo"). If both are ostensibly in search of "lost worlds," they are also very active agents in that search, constituting cultural productions that have substantial symbolic and economic force, sophisticated aesthetic agendas, and an impact well beyond their respective "worlds" of cinema and music.
During the 1996-1997 academic year, I collaborated in a team research project centered at Harvard on early music in Boston. The ethnographic process actually began a full half-year before, as I, with my partners in this venture, historical musicologist Thomas Forrest Kelly and ethnomusicologist Carol Babiracki, planned the project, negotiating with each other and individuals active in the early music movement to establish a fieldwork plan for the coming fall. Our goal was to begin to chart the boundaries, workings, and participants of the early music world as constituted in the late 1990s in Boston, which has long served as the primary American center for such activities. We envisioned the 1996-1997 iteration as the first stage in a longer-term research effort. In collaboration with a group of eighteen graduate and undergraduate students,4 we carried out ethnographic research within the context of an intensive fall 1996 seminar, supplemented by a year-long "workshop" attended by class members, additional graduate students, and others in the Harvard community interested in early music. We worked primarily with four ensembles considered by themselves and others to be active in the early music movement. The groups were 1) Tapestry (a vocal ensemble of four women who sing primarily medieval selections); 2) The Voice of the Turtle (a four-person instrumental/vocal ensem-ble which performs mainly a Sephardic song repertory with its historical roots in the Renaissance); 3) The Boston Museum Trio (a Baroque instrumental trio); and 4) The King's Noyse (a Renaissance string consort). Each of these four groups participated in class presentations and interviews, a process followed up (except with the King's Noyse because of scheduling problems) by more focused ethnographic inquiry undertaken by a small team of students. The teams, each supervised by one faculty member, carried out further individual and group interviews, attended rehearsals and concerts, administered audience surveys, and gathered additional primary and secondary materials ranging from old programs to published recordings. I would note that our efforts also included a survey of and attendance at a cross-section of early music concerts in Boston during fall 1996,5 and, throughout the entire 1996-1997 academic year under the auspices of the workshop, a series of presentations by and interviews/discussions with a number of other individuals active in the early music movement, including prominent instrument makers and instrumentalists, leaders of major ensembles, and a number of musical professionals and amateurs. In drawing on these materials for this essay, I acknowledge the collaborative efforts of my faculty and student colleagues as well as the cooperation and knowledge of so many members of the early music community in Boston.6 I would mention here that many of the quotations included below are taken from informal, spoken discourse and reflect the impromptu and informal venue in which they were made.7
It should also be noted that, due to the involvement of members of the research team as performers and scholars of early music, and the academic backgrounds and current affiliations of many in the early music movement, the distinction between ethnographer and research associate was more often than not blurred. Indeed, exploring and coming to terms with the overlapping professional and personal networks as well as shared life venues and values proved to be one of the most challenging aspects of this project. It deserves much more careful attention and analysis and is the subject of some further discussion below. One member of our faculty team, medievalist Thomas Kelly, has been a generative figure in the early music movement, directing period ensembles and productions, involved in numerous early music organizations, and producing editions. Among the student members of the team were several musicians who performed professionally in Boston and elsewhere, and others who were active in studying and editing repertories relevant to the early music movement. Of our colleagues who directed or participated in the ensembles with which we worked, several are faculty members at our own and other Boston educational institutions. The close and symbiotic relationship between those active in the early music movement and the scholars who were ostensibly studying the scene provided a challenging venture in "insider" ethnography as well as an unusual opportunity to critique the relationship of scholarship to the "real world" of music. While ethnographers have been criticized in the past for constructing "the Other" in terms of spatial and temporal distance (Fabian 1983:xi), such a separation would not have been likely to arise in a study such as our own. Rather an opposite problem arose, traces of which can be found throughout the interview transcripts and in fieldnotes: Here ethnographers and practitioners shared time, place, and institutional lives to the extent that the borders between the identity of researcher and subject in the early music study can only be described as blurred. Interviews sometimes slipped into conversations or even into spirited debates as members of the research team became at once musicians, audience members, or occasionally, critics. Early music practitioners, speaking from their own experiences, referred often to the scholarly literature and critical editions, which they know intimately and on which they draw in preparing detailed notes for concert programs and published recordings. One day members of the research team welcomed figures from the early music world into our classroom as expert informants. The next, they interacted with these same individuals over coffee, by telephone, or e-mail, alternately soliciting further advice or exchanging information on issues of performance practice or repertory. If the ethnographer is inevitably implicated in "making" his or her subject, the study of the early music movement provides an unparalleled opportunity to critique not just the workings of a remarkable musical subculture, but much of the course of the scholarly enterprise so heavily implicated in its making.
What is "Early Music"?
What is early music and what are its boundaries? In an unpublished summary of a survey of the early music movement sponsored by the membership organization Early Music America, Thomas Kelly wrote that "the field would seem to comprise three related elements: a body of music, those who perform it, and the way(s) in which the performers approach the music" (Kelly 1989 :2). Yet, as Kelly notes, "as the early music revival continues apace, however, definitions and boundaries of all types change, become indistinct, or fall away altogether" (ibid.). There is a substantial background to the present-day movement dating back to the nineteenth century that I cannot address in detail here, but which was explicated in an article by Howard Mayer Brown, whose lead I will follow in glossing "early music" as "an interest and involvement with the music of the past" (1988:30) .
But what type of involvement do we find with music of the past? And which pasts? Our project intended to incorporate inquiry into aspects of musical performance, but to also move beyond it to explore more deeply the social and cultural factors that have rendered "early music" a living tradition in the twentieth century. If there is a widespread assumption that the basis of early music activity is a search for "historical faithfulness to the past" (Kenyon 1988:6) , both the literature and ethnographic inquiry present strong challenges to that view. Ethnographic research tends to support perspectives such as that of scholar/performer Laurence Dreyfus, who has written that early music is a late twentieth-century ensemble of social practices, signifying "first of all people and only secondarily things" (Dreyfus 1983:298) . Musicologist Richard Taruskin, himself a longtime performer of the Renaissance repertories, has perhaps most clearly set forth a view that contextualizes the complex relationship of the early music movement to the past, to a contested world of historically-informed performance practice, and to the values of the late twentieth century: I am convinced that "historical" performance today is not really historical; that a thin veneer of historicism clothes a performance style that is completely of our own time, and is in fact the most modern style around; and that the historical hardware has won its wide acceptance and above all its commercial viability precisely by virtue of its novelty, not its antiquity. Thus the early music movement, while drawing on music of the historical past, is powerfully informed by the creative impulses of its practitioners and the aesthetics of the present. Yet the "otherness" of the past remains ever-present, both a motivating force and strong drawing card for some practitioners and many in the audience (as well as critics in the media), who revel in productions of works "you read about in the history books but never hear" (Tommasini 1997 In a presentation to the Harvard early music seminar, Cohen set forth a series of rubrics that help to "map" the early music movement, at least from the perspective of its participants from the 1960s forward in the northeastern United States. I will draw here on Cohen's categories, with some reorderings and with added discussion of musical instruments, musical values, and socio-economic domains. I am interested to establish a concise framework for theoretical and methodological remarks as well as to provide a backdrop, however sketchy and incomplete, against which my conclusions can be evaluated. An "elephantology" of the early music movement can usefully begin with the following eight points, each of which was present in the materials and observations of our fieldwork ; deeper historical perspectives and further documentation can be gained from writings of Dreyfus 1983 , Haskell 1988 , Kenyon 1988 , and Taruskin 1995.
Amateurism and Professionalism
Several of our research associates noted that the Boston early music movement had its root in the world of musical amateurs, with a "push toward professionalism" beginning only in the 1960s. The arrival of "outsiders" such Arnold Dolmetsch from Europe (in 1905) to participate in the manufacture of harpsichords served as a catalyst for Boston-based early music activities, as did the later presence of others who helped found organizations such as the Cambridge Society for Early Music (Friedrich Von Huene, 24 September 1996).9 The Boston Chapter of the American Recorder Society, founded in early 1956, encouraged amateur musical performance, and its concerts accommodated a wide range of both historical and modern repertory. Indeed, in order to gain wider recognition for the recorder, the Recorder Society commissioned recorder works from contemporary composers. Amateur musical groups proliferated, such as an ensemble for recorders, voice, lap harp, viol, lute, and guitar, called "The Cantabrigians," a clever appropriation of the name by which Cambridge residents are known (Arthur Loeb, Oral History prepared for Archive of Viola da Gamba Society, typescript). By the 1970s, however, the movement took a turn toward professionalism and increasing specialization.
Specialist Performers
Boston provided a congenial location for professional musicians, many of whom found homes at area educational institutions or with firms of instrument makers. Outstanding early music musicians who made Boston home included harpsichord virtuoso Ralph Kirkpatrick, organist E. Power Biggs, and numerous others.'0 Many musicians gravitated to Boston after graduating from music schools elsewhere and studying in Europe; the plethora of musicians and possibility of a variety of work opportunities in the early music domain were important attractions (Dan Stepner, Laura Jeppesen, 29 October, 1996).
Most of the professional musicians with whom we worked, despite a close association with a primary ensemble, also performed with several other groups. While a few specialize in the music of a particular period, most participate in a range of repertories, shifting playing techniques and even instruments as appropriate. For example, violinist Daniel Stepner is a founding member of the Boston Museum Trio and performs with the Boston Baroque. Yet he also plays with the Lydian String Quartet, a classical quartet in residence at Brandeis University, and for Boston Music Viva, a contemporary music group. Stepner's activities bring to life Laura Jeppesen's remark that Our trio repertory is not everything to us. We each have a life that is-or a musical life-that is completely apart from the trio. .... We all are autonomous. (Laura Jeppesen, 21 October 1996)
Instruments
Although there are some ensembles that are almost exclusively vocal (such as Tapestry), central to the early music movement are musical instruments, particularly the period reproductions made by an impressive number of instrument makers. Many of our associates provided considerable detail about their instruments, conveying not just extraordinary technical knowledge, but the instrument's history and social significance with great elegance. Laura Jeppesen began her own detailed narrative about her career by first introducing her "designer gamba," about which she acknowledged wishing she could see "lined up" with all the people who have played it (Laura Jeppesen, 22 October 1996). Jeppesen proceeded to give a long discourse on the history of the viola da gamba and its repertory, which I cite in part here: Many individuals came to early music through an initial involvement with instruments and instrument collections. Laura Jeppesen was exposed to the viola da gamba at Yale when she worked as a research assistant on a project with gambas in the musical instrument collection. Many ensembles have emerged from association with collections, such as the Boston Camerata, which was founded in conjunction with the musical instrument collection at the Boston Museum of Fine Arts. Today the Museum remains patron to an annual concert series by an ensemble that carries its name, the Boston Museum Trio.
There is an important material culture aspect to the early music movement that revolves around musical instruments, their construction, and performance practices. Not surprisingly, many of our interview sessions incorporated substantial discussion of tunings, bridge positions, and details such as the presence and/or absence of end pins on viola da gambas. Yet these conversations cannot be characterized simply as discussions of technical issues; rather they provided detailed exegeses that connected grounded musical practice (which individuals usually demonstrated) directly to the musical experience itself as well as to other cultural domains. For instance, Ellen Hargis of the King's Noyse discussed at length the content of period paintings, which in revealing to twentieth-century musicians that bridges were placed lower on seventeenth century violins, transformed present-day performance and perception of the music from that era (Ellen Hargis, 5 November 1996).
Specialist and Non-specialist Ensembles
Testimony by a number of research associates sketched a divide between specialist and non-specialist ensembles. Ensembles established earlier on, in the first wave of professional groups in the 1960s, such as New York's Waverly Consort, continue to perform diverse repertories. Joel Cohen, whose Boston Camerata performs and records a wide range of traditions from medieval Christian and Jewish repertories ("The Sacred Bridge," 1990) to American Shaker music ("Simple Gifts," 1995), credits the increasing specialization by early music ensembles largely to the influence of the late Thomas Binkley, who had a distinguished teaching career in Europe and the United States." The four ensembles with which we worked during fall 1996 can all be classified as specialist ensembles; it is noteworthy that Laurie Monahan, the founder and director of Tapestry, studied with Binkley at Indiana University.
Musical Values and Performance Practices
That musicians discuss performance practices in detail is no surprise, but the manner in which they were able to articulate details of musical practice as well as values behind them was one of the richest outcomes of the ethnographic process. For instance, while testimony about musical instruments is perhaps more easily rendered because of the easy availability of the instruments themselves, we found that singers also provided nuanced discussions of vocal production as well speculated on the difficult philosophical issues surrounding the voice and textual articulation. I sort of try to do now is to come up with a system for whatever repertoire we're doing that works for that language, that work for most of the texts, and of course, we choose texts that go together. I'm not forced to sing wildly different things ... I will make compromises, for instance. I was once faced with singing an Old French word that was the equivalent of the modern "seul," alone, and the old pronunciation was "sool," which means drunk. ... I thought this will make people giggle, they'll get distracted from the song, it's really not worth being historically accurate in this case 'cause it'll be so distracting to people. So I compromised on that one, I probably sang somewhere in between. (Ellen Hargis, 5 November 1996)
Local Roots and National/International Networks
If Boston has served as the American center for early music movement during the second half of the twentieth century and is the permanent home of the BEMF, it also has close ties to other places and is an important node in an international early music network. The BEMF itself, in addition to its international biennial festival, presents a year-round concert series mainly featuring ensembles from outside Boston and often from abroad. There is a general acknowledgment of a close and symbiotic relationship between "in town" and "out of town" activity, the latter incorporating touring and recording activities, along with more prestige (Joel Cohen, 1 October 1996).
Many individuals discussed studying in Europe, which in the past carried considerable cultural capital and offered otherwise unavailable training:
When I decided to study the viola da gamba, I knew I had to go to Europe. ... In those days, you just had to. There were some gamba players here, but the major activity was happening there. (Laura Jeppesen, 29 October 1996) Jeppesen went on to note that she was the only American student in an broadly international group during her gamba studies in Belgium in the early 1970s, a period when her future Boston Museum Trio colleagues Daniel Stepner and John Gibbons also studied and worked as apprentice performers in Europe. The centrality of the Netherlands to Baroque music performance practice was stressed by Na'ama Lion, a Baroque flute player from Israel who spent three years studying in Holland before settling in Boston (Na'ama Lion, 26 November 1996). Indeed, it may well be that Boston's old and continuing historical ties to European culture has both engendered and sustained its connection to early music, a relationship characterized by Joel Cohen as "co-dependent." Boston is still viewed by some as "more European feeling than New York" and continues to attract an international array of musicians who come together to comprise local ensembles. One such example is Tapestry, one of whose four members was from Belgrade, a second from Puerto Rico. In summary, Boston is "a place where you can make a living as a musician, freelancer... " (John Gibbons, 11 November 1996).
Institutions
Early music life is tightly organized and both individuals and many groups have close ties to Boston institutions. As noted above, some ensembles began in conjunction with instrument collections, notably the Boston Camerata, and later, the Boston Museum Trio, at the Boston Museum of Fine Arts. Several Boston-area institutions have at different times past and present offered early music degree or certificate programs, including the New England Conservatory, Boston University, the Longy School of Music, and Harvard University. Many individuals prominent in the early music scene teach at these institutions, leading to outcomes such as the establishment of the ensemble Tapestry, which emerged in 1994 from the longtime working relationship of Longy faculty member Laurie Monahan with three of her students. Early music activity is also supported as part of extracurricular life on university campuses; a notable example is the early music program in residence since 1976 at Harvard University's Mather House (Elfrieda Hiebert and Na'ama Lion, 26 November 1996). 
In addition to the American Recorder Society and Viola da Gamba

Social and Economic Factors
Ethnographic inquiry into the early music movement reveals a complex community, with multiple pathways and networks. The social dimensions and rehearsal processes of different groups can be highly personal and idiosyncratic, as noted in the discussion of the Quadrivium and Voice of the Turtle below.
A provocative, but largely unexplored finding of our preliminary study, is that professional associations in the early music community have given rise to real familial and biological relationships. We were surprised at the number of references to musical transmission from parents to children beginning with the example of Dolmetsch himself (Friedrich Von Huene, 24 September 1996)12 to that of the children of Mather House early music program founder Elfrieda Hiebert (26 November 1996). The prospects for familial transmission of early music in the future are further enhanced by the marriages of musicians who perform together, including the presence of couples in two of the four groups with which we worked, the Boston Museum Trio and the King's Noyse. One member of the Boston Museum Trio noted, "I think that our trio has the attributes of a good marriage. .. Well, we have a marriage in it" (Laura Jeppesen, 22 October 1996).
In the economic arena, our research associates were quite outspoken about the challenges to both individuals and ensembles in the late twentieth century music economy. Several commented at length on the existence of extensive governmental and municipal support of early music in Europe and contrasted it to the dearth of official patronage in the United States. Virtually all participants in our study noted that early music audiences were smaller and that revenues from concert were lower than they had been in earlier decades. However, the decline in early music activity was characterized as applying mainly to small groups, while audiences were thought possibly to have grown among more "mainstream" groups (Na'ama Lion, 26 November 1996).
We heard a great deal of the testimony about economic and practical aspects of surviving in the early music world, learning that virtually all ensembles are burdened with administrative tasks and paperwork and must devote a great deal of their time to such practical matters. Virtually everyone spoke to the challenges of trying to make a living amid intense competition in a specialist market. The economic constraints on all groups also served to provoke occasional sharp comments about the few early music groups that have attained a modicum of commercial success. The fact that most musicians play in multiple groups or hold other (often academic) positions can be attributed in large part to economic necessity. Most groups and their individual musicians are also forced to tour in order to schedule the critical mass of concerts necessary to make even a modest living. Events such as BEMF must be considered not just as cultural and social events, but as critical to the economic life of the early music community in Boston and beyond.
The economic network supporting and interacting with the early music groups, individual performers, and institutions includes management agencies, instrument makers, music publishers, and recording companies. In particular, the availability of a current recording can spell the difference in a group's ability to obtain engagements and maintain an active relation-ship with their audience between live concerts. Recordings play a particularly crucial role in early music circles by both circulating performances and providing detailed documentation of repertory, texts and translations, performance practices, and the group's statement of purpose. The investment of time and resources necessary to produce a commercial recording is mentioned as a barrier for all but the largest and most well established ensembles. In the case of the King's Noyse, it is explicitly acknowledged that the violin consort from the Renaissance, the sixteenth century was a professional ensemble almost entirely. You made your living playing violin for people to dance to and as an entertainment instrument. It was a lot like the role of jazz in our society now. Although there was a lot more because there wasn't a well-defined art music in the sixteenth century-the popular and the art music were sort of one, were more or less connected, and so a lot of the popular music drew from.. . what we might consider to be art music formats. And there was just more cross-over than there is now. I have gone into considerable detail on the background and activities of the Voice of the Turtle because their inclusion in our study, due to their strong connection with "world music," was a matter of some concern to members of the research team. At the beginning, there was the suspicion that they represented an anomaly in the early music landscape. Yet, ethnographic data demonstrate that this group, still comprised of four of its five original members, in fact shares with many others an interest in, appreciation of, and affinity for connections with the repertories and processes of many other musical traditions.'5 Somewhat ironically, the Voice of the Turtle also proved to have particularly deep early music roots in Boston, stemming from their genesis in the Quadrivium. The Voice of the Turtle's involvement with world music therefore can be seen as bringing together several streams of tradition they share with others in the Boston early music world: As the legacy of a creative and eclectic leader, Maureen Montgomery; as an outgrowth of the impact of the 1960s counter culture of the period and place in which they were formed, a broader cultural trend that has not been adequately acknowledged as a generative element in the broad-er early music movement; as the outcome of a creative process giving rise to distinctive group identity, repertoire, and performance practice; and as a pragmatic response to the enthusiastic following they began to build among a growing sector of the audience interested in Sephardic music.
Is "Early
While I have stressed the overt connections with and manifestations of world music in early music circles, there is yet another important aspect of early music performance practice that serves to render even performance of familiar historical repertory "other" or "exotic." Laurence Dreyfus has termed this process "defamiliarization," pointing to tendency of early music performances to depart from expected norms of performance practice, at once upsetting conventional expectations and displacing attention from the interpreter on to the composition. Hotly contested performances ( While some knowledgeable amateurs do mention "authentic reconstructions" as a mode of performance that "helps to make it more like it might have been" (Arthur Loeb, 26 November 1996), others refer to the expression as "a loaded word," adding that "it is what we don't know that is fun" (Na'ama Lion, 26 November 1996). Laurence Dreyfus was again quite close to the mark when he suggested that here emerges an intense struggle for values, since preferring one interpretation over another "amounts to a manifesto pro or contra authenticity" (Dreyfus 1983:306-8) . In this manner, an ethnography of the early music movement provides insight into not just the unsettling of repertories and performance practices, but into what Richard Taruskin has summarized as music historians' sensitivities about "some enduring Dolmetsch-inspired mythology, the belated intervention of positivist musicology, and the ideology of our museum culture" (Taruskin 1988:198 Ethnographies of living traditions thus provide a rich opportunity to enhance understanding of musical life traditionally viewed only through the lens of written historical sources; as such, they can help guide the music historian, bringing into focus transmission processes and musical meanings as situated among real people in real time. Ethnographies of "Western musics" may serve to collapse both disciplinary and musical boundaries. For historical musicologists, they could provide a venue in which the assumptions of scholarship can be tested and disputed. For ethnomusicologists, ethnographies of "Western music" provide a lively field in which power relations are largely symmetrical, putting to rest ethical issues of longstanding concern. Such research agendas can only be mounted through negotiation, with the ethnographer subject to many of the same pressures and constraints as the "subjects" of any study. For both music historians and ethnomusicologists, many if not most of whom grew up performing historical European repertories, ethnographies of "Western music" render the fieldwork process intensely reflexive. Bringing "Western music" into the picture renders ethnographic training a necessary rite of passage not just for ethnomusicologists, but for music historians as well.
I am not suggesting that historical musicologists carry out fieldwork to uncover some imagined residue of the historical past, nor that they need impose "presentist understandings" of artworks (Tomlinson 1984:358) .17 However, ethnographic study of living traditions could both enhance the historical musicologist's appreciation of the workings of a fully contextualized music culture and expose the interaction between musics and musicians. Here music historians would do well to draw upon ethnomusicologists' experience in studying complex urban musical traditions, transnational musical movements, and the manner in which music and musicians actively construct their own social, political, and economic worlds. Finally, an engagement with ethnomusicological observation and interviewing would provide historical musicologists with a new lens on anthropological theory, placing current theoretical speculation within a methodological framework through which those propositions can be tested Ethnographic research could test and illuminate several subjects of current interest, for instance, the role of the body in musical performance and perception. An ethnographic approach to live instrumental performance on period instruments enables one to move quickly beyond surface details of construction and performance practice to testimony about aspects of physical sensation and affect. When David Douglas demonstrated a seventeenth-century technique for holding the violin lower on the arm, which he testifies results in a "freer bow arm," he went on to comment that it provided "the same kind of physical freedom that can be associated with the freedom of dancing" (5 November 1996). Douglas' exegesis provided insights into musical performance as a bodily practice that both connects with and shapes human interaction, as well as impinges upon issues of spatial and social control. While paintings and other visual records of musical performance have often been interrogated for insights into the musical construction of social meanings (see, for example, Richard Leppert's The Sight of Sound [1993] ), the almost exclusive restriction of historical inquiry to the eye (whether in reading paintings or texts) neglects a rich venue for potential insights. Ethnographic interviews can change our perception of music as a way of life, such as encountering testimony that Arnold Dolmetsch, doyen of musical authenticity, had early musical instruments carved into the balustrade of the central staircase in his Cambridge home (Friedrich Von Huene, 24 September, 1996).
A Postscript and Proposals
I therefore offer two related proposals: first, that training in broader musicology should necessarily involve ethnographic experience with liv-Exhibition Program Book 1997:220-221). That the intent was also to unsettle the musical establishment is made clear in the notes as well: "The idea of "non-interpretation" developed by certain specialists of the last few decades is a particularly debased tradition. It is the unwillingness either to unite or separate profanity from profundity that has caused the grave misunderstanding and subsequent misinterpretation of certain earlier repertories" (ibid.:221).
17. There have been a number of studies where ethnography of present-day practice in fact makes possible historical inquiry and stands in a direct relationship to past practices. See Shelemay and Jeffery for one such example.
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